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JlenTJ nl foeT~ <f um 
Saddler Taylor 

The title of this exhibition reflects a 
frequent observation made by folks 
traveling through the South in the 19th 

century. They noted how rich and 
prevalent music was - it was "heard 
at every turn." In 1916, music scholar 
Cecil Sharp commented that singing 
was "as common and almost as 
universal a practice as speaking." This 
music was manifest in churches, juke 
joints, fiddlers' contests, county fairs, 
revival meetings, and community 
centers, among other venues. 

Traditional music in South Carolina 
represents the sacred and the secular 
and finds eager audiences among men 
and women, old and young, black and 
white. Distinct traditions developed in 
different parts of the state. The 
Lowcountry is undoubtedly the birth
place of the African-American spiritual 
tradition, while the Upstate provided 
fertile ground for the fiddle players and 
guitar pickers that fed early country 
music. Initially unique to geographic 
and cultural boundaries, it took very 
little time for these musical styles to 
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spread throughout South Carolina and 
the rest of the country. 

Heard at Every Turn is intended to 
provide you with the historical context 
for the music we have come to identify 
as "traditional." This music is not 
fleeting or a passing trend. It is music 
that has stood the test of time and 
remains relevant to the communities 
where it thrives. We might not listen to 
it every day- in many cases it is very 
event-specific. We sing in church or 
participate in a jam session at the local 
pickin' parlor. We sing with family, 
friends, and sometimes, complete 
strangers. It is social music that requires 
the interaction of people, whether as 
fellow musicians or as an appreciative 
audience member. 

This exhibition features some of the 
pioneers of traditional music in the 
region - men and women whose 
musical legacy continues today. 
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Douglas Dowling Peach 

Traditional music is a fluid term that 
distinguishes certain types of musical 
genres, repertoires, instrumentation, 
musical techniques, and associated 
values from the entirety of musical life. 
In the United States, traditional music 
may also be referred to as "vernacular" 
or "folk" music. 

Labeling musical practice as folk, 
vernacular, or traditional, distinguishes 
it from Western classical and popular 
music. Thus, the definition of folk 
music creates a distinction between 
"high" and "low" culture. 

"High" culture expressions are the 
majority of what academia legitimatizes 
as worthy of study. This is accomplished 
through its corpus of published research, 
class offerings, and the instrumentalists 
accepted into their programs. These 
assumptions about music also find their 
way into life outside of the university. 
Many events, such as weddings and 
meals at upscale restaurants, will often 
play classical music in order to establish 
an element of formality to the social 
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gathering. Popular music, too, can find 
its way into "high" culture, particularly 
because of the predominance of the 
entertainment industries in the United 
States and transnational contexts . 
These industries unceasingly produce 
popular music as a consumable good 
in film, television, and on the internet, 
creating rather disposable canons of 
songs and celebrities. 

Thus, folk music becomes "low" culture 
and represents the music not studied 
in the Ivory Tower or found on the Top 
40 charts. It is a vernacular response 
to the need to make music, comprised 
of community-dictated aesthetics, 
techniques, and values. Specifically, 
folk music can be found in local 
churches as a way to move closer to 
God, at family reunions to recall days 
past, and within immigrant communities 
to share with others of their homeland. 
Most important, the folk music of South 
Carolina remains a potent source for 
community and identity formation and 
carries a strong geographical emphasis, 
whether imagined or genuine. 



" ... il f eela li.ke ~<>me lo me" 

Community and Identity 
Folk music usually takes place within a 
group setting. Even if there is a sole 
performer, the music is intended to 
involve others. This can be manifest in 
communal singing, hand-clapping, or 
a number of other ways. Music 
enthusiasts go to great lengths to 
participate in communal musical 
activities, as evidenced by fiddlers 
conventions, gospel workshops, jam 
sessions, and Native American 
powwows throughout the South. In 
these ways, folk music can create and 
sustain communities. 

In times of political struggle, folk music 
can serve as a tool for social critique. 
A pertinent example is the song "We 
Shall Overcome." Based on Charles 
Albert Tindley's "I'll Overcome Someday," 
this song was vital to the Civil Rights 
Movement. It was learned in Charleston, 
South Carolina by activists working at 
the Highlander Folk School in the 1950s 
and 60s. The words of Tindley's original 
were modified to the political needs of 
the Civil Rights Movement, then 
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disseminated through songbooks, 
recordings, and public performances. 
The song served as a tool for social 
justice and was a conduit for political 
transformation. 

Finally, folk music can serve to create 
identities, even for those who are not 
directly involved in the process of 
making the music. A long-time professor 
of music at the College of Charleston -
a white male originally from South 
Carolina - said this about the relationship 
between the South Carolina Lowcountry 
and Gullah music: "I feel comfortable 
when I hear the vestiges of the Gullah 
accent, it feels like home to me." His 
assertion that Gullah music "feels like 
home," shows how music has informed 
his identification with the music makers 
around him and his native South Carolina. 

A Sense of Place 
The musical life of the "folk" has been 
a subject of study for folklorists since 
the late nineteenth century. Inherent 
in the formation of the American 
Folklore Society was the assumption 
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that the best way to find authentic folk 
music was to look in places isolated 
from "mainstream" culture. This 
emphasis on the "place" of folk music 
is, perhaps, why particular regions of 
the American South, far from centers 
of commerce and industry- such as the 
Southern Appalachian Mountains and 
the coastal Sea Islands - have been 
areas of sustained folk music 
scholarship. 

In more contemporary contexts, place 
remains an important way in which 
musicians, listeners, and scholars 
communicate about folk music and its 
makers. This communication uses 
regions, states, and cities of the United 
States - usually with distinct musical 
histories and communities - to index 
musical style, aesthetics, and history. 
For example, "Appalachian banjo" 
usually refers to the clawhammer-style 
of playing the instrument - common in 
the Southern Appalachian Mountains. 
"Chicago Blues" denotes an electric 
blues band and having the "Nashville 
Sound" describes both a time in country 
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music history and aesthetics that blend 
country and popular music. These 
articulations are rich for scholarly 
critique yet present ways in which folk 
music styles, repertoires, and artists 
are described, authenticated, and made 
distinct from other realms of musical 
and social life. 

Throughout the essays in this collection, 
the "place" of South Carolina holds 
particular resonance. Each of the 
articles - from Eric Crawford's 
examination of Gullah spirituals to 
Marfa Arroyo's overview of Mexican 
music traditions - informs the 
relationship between folk music and 
the Palmetto State. 



Di'iJJfanq in Soul~ Co.rolino. 
Ashley Carder 

During the early years of our country, 

the fiddle, also known as a violin, was 

a favored instrument of the settlers. 

It was easily transportable, and many 

brought fiddles with them from the 

old world. These early settlers also 

brought the tunes from their homeland, 

particularly the British Isles. Many of 

the ships transporting passengers from 

the old world kept a fiddle player on 

board to entertain the passengers on 

the journey across the Atlantic Ocean. 

Generations of early Americans played 

these tunes and passed them from one 

generation to the next. 

Fiddle players were in demand at 

community functions such as barn 

raisings, quilting bees, weddings, 

wakes, dances, and just about any 

function where groups of folks would 

gather. As early as 1736, there were 

organized fiddle contests. President 

Thomas Jefferson was a fiddle player, 

as was Davy Crockett. Lewis and Clark 

had three fiddlers on their expedition 

in the early 1800s. Andrew Jackson 

frequently had fiddlers at the White 
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House to entertain guests. Early 

Southern plantation owners had 

musically inclined slaves learn to play 

the fiddle to provide entertainment. 

Fiddlers would play for dances with 

no accompaniment. 

Fiddling had a bad reputation in some 

areas, as it was sometimes associated 

with carousing, drinking, and dancing. 

The fiddle was known by some as "the 

devil's box." One fiddling preacher 

gave up fiddling and hid his fiddle inside 

the wall of his house. It was later found 

when the house was torn down. My 

paternal grandfather's family regularly 

had barn dances in the country, and 

my grandmother's parents would not 

let her go to my grandfather's home 

while they were courting because 

"there was always fiddling and dancing 

going on." 

Although there is little documentation 

on fiddling in the early years in South 

Carolina, fiddle players were quite 

common and are occasionally 

mentioned in period documents. 
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Since the recording industry did not 
come about until the early 1900s, 
aspiring fiddlers would learn from the 
fiddlers around them. The expansion 
of railroads and the booming textile 
industry of the late 1800s and early 
1900s brought about cultural exchange 
in the mill villages. People from 
different areas who moved to the 
mill villages could learn tunes from 
each other. Community square dances 
led by fiddlers were common . 

Traveling medicine shows and 
vaudeville acts also often featured 
fiddlers, many of whom employed 
entertaining antics such as fiddling 
between their legs, behind their back, 
and lying down. Their fiddling would 
imitate birds, trains, well bucket cranks, 
mules, and cows. Local fiddlers would 
often pick up whatever tunes and 
techniques they could from these 
traveling musicians. After the dawn of 
radio and records in the 1920s, fiddlers 
could learn by listening to fiddlers on 
records or radio. 
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Fiddler Daniel "Bo" Norris (1910-1987) 
of Ward, SC told how he learned his 
earliest tunes from "Old Man" Jim 
Edwards or "Old Man" Gregory, who 
lived near him when he was a young 

man. By the 1920s, Norris could listen 
to records to learn tunes from 
commercially-recorded fiddlers such 
as Georgia's Fiddling John Carson or 
Clayton McMichen. He later heard 
fiddlers such as Homer Sherrill, and 
picked up tunes from the radio. 
Fiddlers were now typically part of 



"<f~is was known as l~e 'JCerosene Circuit' ... " 

a string band, including guitars and 

banjos. 

By the late 1930s, South Carolina radio 

stations featured daily live country 

music broadcasts. These shows catered 

to rural listeners, who would often 

tune in on their large battery-powered 

radios before they started the work day 

and at noon during their lunch break. 

A generation of musicians earned a 

living playing music on radio shows 

twice a day and traveling around the 

Southeast to play shows in schools, 

theatres, or anywhere that would 

host them. This was known as the 

"Kerosene Circuit" because often the 

venue had no electricity, and they had 

to play by the light of kerosene lanterns. 

The radio shows were often sponsored 

by makers of "cure all" patent 

medicines such as the Crazy Water 

Crystals Company, which sponsored 

early radio shows in Charlotte and 

elsewhere. 

Among these early radio bands were 

such groups as Fisher Hendley and the 
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Aristocratic Pigs, Byron Parker and the 

WIS Hillbillies, Sam Poplin and the 

Royal Crown Rangers, Bob Smith and 

his Radio Pals, Arthur Smith and his 

Crackerjacks, The Silver Dew Boys, The 

Hi-Neighbor Boys, and Slim Mims and 

the Dream Ranch Boys. Radio stations 

in Greenville, Columbia, Florence, 

Spartanburg, Charlotte, and other 

areas featured these bands on a regular 

basis. The fiddle was a prominent 

fixture in nearly every band. RCA set 

up recording sessions in Charlotte and 

Rock Hill in the late 1930s and recorded 

many regional country musicians. 

These records were released on RCA's 

Bluebird label. WIS radio sponsored the 

"WIS Barn Dance" in the early 1940s. 

This live show was held weekly at the 

Columbia Township Auditorium and 

regularly drew crowds of 3,000 people. 

South Carolina fiddle players on the 

radio from the 1930s through the 

1950s included Homer "Pappy" Sherrill, 

Bob Smith, Sam Poplin, Cecil Bowers, 

and "Swampwater" John Corbett. 
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''Musicians could no loncier earn a lioin<J-··" 

Several of the next generation of 
fiddlers such as Claude "Junior" Lucas 
and Grady Lindler have said thefiddling 
inspirations in their youth were the 
fiddlers they heard on the radio, such 
as Pappy Sherrill. 

By the late 1940s, commercial country 
and western music was popular on the 
radio, and the fiddle was a regular part 
of the music. Bluegrass music, which 
appeared in the 1940s and had its roots 
in old time rural string band music, 
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also featured fiddles and banjos. The 
1950s brought the advent of television, 
which changed the life of radio 
musicians. People could sit at home 
and watch television rather than going 
out to see the traveling shows at 
schoolhouses and theatres. 

Rock and roll music became popular 
with the younger generation, and the 
fiddle and banjo of old style country 
music were not as popular as they were 
just a decade earlier. Musicians could 
no longer earn a living playing on the 
radio, and many of the fiddlers gave 
up music and took up jobs in car sales, 
or as grocery store operators, mechanics, 
insurance salesmen, and other trades. 

Most of the old radio fiddlers still 
played their fiddle, but some just 
occasionally. Others, such as Pappy 
Sherrill, continued to play on the 
bluegrass and old time music festival 
circuit that began in the 1960s. Young 
fiddlers were still learning fiddle tunes, 
and would play in local country and 
bluegrass bands. 



South Carolina produced a number of 

excellent fiddlers in the 1950s and 60s, 

including Vernon Riddle, J.C. Owens, 

Nick Hallman, Claude Lucas, George 

Pritchard, Boyd Isler, Freeman Quinn, 

Mac Magaha, and others. These folks 

influenced fiddlers starting out in the 

1970s and 80s, such as Reid Ringer and 

me, who also traveled to festivals and 

picked up tunes and styles from 

musicians from other areas. Fiddler 

John Wetzel of Columbia plays a style 

reminiscent of the fiddling of Galax, 

Virginia and Mount Airy, North Carolina. 

The old fiddling traditions are stronger 

today than ever, with many young 
people taking up old time and bluegrass 

fiddling. Many of the current generation 

of young fiddlers have had some formal 

violin training in school. But they also 

actively reach out to the older, traditional 

fiddlers to learn the old tunes in the 

same way they have been learned for 

generations: by watching and listening. 

The art of old time trad itional fiddling 

in South Carolina is in good hands with 
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younger fiddlers like Kristen Harris, 

Worth Lewallen, Jim Graddick, Ella 

Thomas, Anna and Austen Speare, 

Thomas Abercrombie, Peyton O'Kelley, 

Joshua Johnson, Robert Burns, and Zach 

Lem house. These younger fiddlers can 

be heard playing tunes at bluegrass 
festivals and jams all across the state. 

Surely some of the younger children 

listening will be captivated by the 

timeless sound of the old fiddle tunes 

and another generation of fiddlers will 

carry on the tradition. 

fifrican 
Eric Crawford 

The Negro spirit 
Carolina Sea Isla 
studied fo lk son 
1862 to 1940, a 
to St. Helena Isl; 
popular spiritua 
" Nobody Knows 
and "Michael Re 
and the unique 1 

across the coun1 
spirituals "Keep 
and "We Shall 0 
folklorists Guy a 
and eventually t 
Movement of th 

Over time, the g 
of the Sea lslanc 
barrier to the oL 

the island reside 
their West Afric, 

song traditions. 
the Gullah langu 
context to this n 

from St. Helena 
songs of Johns Ii 
of the songs tad 

.. 



" eoe,-... 

isten Harris, 
raddick, Ella 
;ten Speare, 
Peyton O'Kelley, 
t Burns, and Zach 

1ger fiddlers can 
; at bluegrass 
f ross the state. 
linger children 
ated by the 
old fiddle tunes 
tn of fiddlers will 

g{frican·g{merican S piriluals 
Eric Crawford 

The Negro spirituals of the South 
Carolina Sea Islands are the most 
studied folk songs in America. From 
1862 to 1940, a constant flow of visitors 
to St. Helena Island discovered such 
popular spirituals as "Roll, Jordan Roll," 
"Nobody Knows De Trouble I've Seen," 
and "Michael Row the Boat Ashore," 
and the unique Gullah culture spread 
across the country. Later, Johns Island's 
spirituals "Keep Your Eyes on the Prize" 
and "We Shall Overcome" inspired 
folklorists Guy and Candie Carawan 
and eventually the Civil Rights 
Movement of the 1960s. 

Over time, the geographical isolation 
of the Sea Islands, which was a natural 
barrier to the outside world, enabled 
the island residents to retain much of 
their West African culture and rich 
song traditions. In this essay, I discuss 
the Gullah language, which gives 
context to this music, the slave songs 
from St. Helena Island, the freedom 
songs of Johns Island, and the survival 
of the songs today. 

" 
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Gullah is a Creole-based language that 
began as pidgin spoken by slaves as 
they communicated with their 
European captors during their passage 
from Africa. 1 Over time, slaves 
integrated the English, Portuguese, 
and French words they heard with 
their own West African languages. 
The first person to suggest this African 
origin for Gullah was Lorenzo Dow 
Turner, who conducted field recordings 
in the Sea Islands during the early 
1930s.2 

Prior to his work, many scholars, as 
well as African Americans in the 
Lowcountry, viewed Gullah as being 
incorrect or substandard English. But 
with annual events such as the 
Heritage Days Festival on St. Helena 
Island and the Gullah Festival in 
Beaufort, as well as the release of a 
Gullah Nyew Testament Bible {2005), 
these misconceptions are slowly 
eroding. 

During the Civil War, St. Helena Island 
was home to thousands of freed slaves 
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and the location of the 
famed Penn School. In 
1862, Northern mission
aries Laura Towne and 
her assistant Ellen 
Murray founded this 
school to educate 
former slaves and help 
them adjust to life as 

iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiil.=. freedmen. Towne and 
Laura Towne, 1866 her successor Rossa 

Cooley achieved 

remarkable academic success with their 
students, and many graduates later 
attended college. Soon Penn School 
gained national attention, and scholars 
came from across the country to study 
the school's educational curriculum. 

These visitors also heard the remarkable 
spirituals on the island and spread 
word of these songs nationwide. A 

noteworthy example is the spiritual 
"Ride On, Jesus," which inspired 
thousands of American troops (black 
and white) as a "Hymn of Freedom" 
during World War 1. 3 
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Other early missionaries were William 

Allen, Charles Ware, and Lucy McKim 
Garrison who became fascinated with 
the island's songs and transcribed 

many of them. In 1867, Allen, Ware, 
and Garrison combined their individual 
collections in the anthology Slave 

Songs of the United States, which 
contained seventy-seven spirituals 
from St. Helena Island. More than any 
other study, Slave Songs advanced our 
understanding of the performance of 
Negro spirituals, especially the Sea 
Islands' unique ring shouting songs. 

The ring shout was a highly emotional 
religious service that featured dancers 
who shuffled in a counterclockwise 
direction, basers who sang and clapped 
the accompaniment, and a song leader. 
The shout, as it is commonly called, 
had its origins in West Africa, where 
public ritual ceremonies often included 
counterclockwise dancing and 
symbolism. In the Sea Islands region, 
this service usually occurred in a small 
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wooden building on each plantation 
known as a praise house (originally 
referred to as pray's house) shortly 
after the regular prayer meeting ended 
and benches were pushed to the side. 
Then the shout began in a slow, 
deliberate manner and gradually 

increased in tempo until the worshipers 
reached a frenzied crescendo. On 

occasion, the shout lasted well into 
the night. 

Unfortunately, the shout died many 
years ago and the Mary Jenkins 
Community Praise House, on St. 
Helena Island, is the only active praise 
house remaining in the South Carolina 
Sea Islands. However, a few of the 
elder singers still raise "Adam in the 
Garden" or "Too Late Sinner" during 
special programs, and if the spirit is 
high, they will show some of the 
shuffling steps of the old ring shout. 
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In the 1960s, Johns Island's praise 

house, the Moving Star Hall, gained 

national attention for its ring shout, 

and the hall's singers performed in 

festivals across the nation. Moving 

Star Hall was also the central meeting 

place for civil rights workers who 

helped to improve living conditions in 

the Sea Islands region. 

In 1957, Highlander Folk School, a civil 

rights training organization, assisted 

Septima Clark and Esau Jenkins in 

establishing a Citizenship School on 

Johns Island to help· African Americans 

pass the voter-registration literacy test.4 

The idea for the school began when 

Alice Wine, one of the residents, told 

Jenkins, "I don't have much schooling, 

but I would like to be somebody ... l 

would like to be able to vote."5 Soon 

this program spread to Edisto Island, 

Wadmalaw Island, and other states, 

drawing the attention of a young white 

folksinger, Guy Carawan, who arrived 

on Johns Island in 1959. With the help 

of Clark and Jenkins, the community 

accepted Carawan and his wife, Candie, 

who were among the first whites to 

witness the Moving Star Hall praise 

service. From t~ 
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service. From this experience, the 
Carawans found "a world with a 
beautiful and flourishing cultural 
heritage unlike anything they had 
encountered before."6 

In an effort to preserve and celebrate 
the island's music, Guy Carawan added 
a singing program to the citizenship 
school, and one day Alice Wine sang a 
stirring new arrangement of the old 
spiritual "Keep Your Hands on the Plow:' 
Carawan took Wine's version, "Keep 
Your Eyes on the Prize," to several civil 
rights conferences in 1960, and it 
became one of the signature songs of 
the movement. During this same 
period, Carawan made his greatest 
discovery when he heard Wine sing 
"I'll Overcome Someday," which 
eventually became the civil rights 
anthem, "We Shall Overcome." Lucille 
Simmons, an African American woman, 
changed "I'll to "We" when she sang a 
noticeably slower version each day to 
inspire striking tobacco workers in 
Charleston. "We Shall Overcome" is 
now performed in this slow manner. 
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The Sea Islands' Negro spirituals 
provide a glimpse of the West African 
past and its survival and transformation 
within slave society. This music shows 
the resilience of an oppressed people 
to hold on to their culture despite 
overwhelming obstacles. Although 
these Gullah songs reflect the struggles 
for African Americans in the Lowcountry, 
they also show their collective hopes 
and dreams of a better day. Such 
emotions in these songs touched the 
early Northern missionaries, black and 
white soldiers in World War I, civil 
rights workers, and continue to radiate 
in the current Gullah performances of 
Ron and Natalie Daise, Marlena Smalls, 
and Anita Singleton-Prather. These 
diverse artists offer a mixture of 
traditional and contemporary songs 
with one goal in mind-the continued 
survival of this American art form. 



Clair DeLune 

"The blues" is a feeling. Everyone has 

experienced a case of the blues. 

The blues is a musical genre that has 

evolved into many subgenres and styles, 

differentiated by geographical, socio

logical, and instrumental nuances. The 

musical term for the style originated 

from feeling sad and blue, however the 

songs are designed to be either a lament 

or an antidote to sadness that relieve 

feelings of stress and unhappiness. Just 

like your "blues" is not identical to 

your neighbor's blues, South Carolina's 

blues music is not identical to blues 

from other parts of the country. 

South Carolina blues grew out of 

African culture. It shares its roots with 

all other types of original blues in 

America. But "East Ceast Blues" music 

is much more affected by European 

influences and instruments. 

The Sea Islands of South Carolina were 

a bedrock of Carolina blues development. 

The state's rice trade made it a very 

prosperous region during the 18th and 
17 

19th centuries. When importation of 

slaves was legal, there was an influx of 

people from Africa who knew the art 

of rice growing. Because of high 

mortality rates from malaria in the 

Lowcountry, landowners left the 

plantations for much of the year. The 

African experts in rice cultivation 

stayed to work the plantations and 

produce the crops, often with very little 

oversight. On inland plantations, African 

musical roots and drumming were 

largely forbidden because drums also 

served as a tool for communication, 

which landowners feared would result 

in rebellious behavior. However, on the 

coast there were few overseers to 

stamp out the religious and social 

practices that came from Africa. 

That lack of oversight was key in the 

preservation of the musical and cultural 

heritage in the Lowcountry, which 

survived relatively intact - much more 

so there than perhaps anywhere else 

across the South. Slaves incorporated 

these traditions with various languages 

and cultural influences encountered in 

their new land. · 
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their new land. The roots of South 
Carolina blues can be traced back 
through Gullah and gospel influences, 
directly to the drummers and early 
banjo players on the southern coast of 
South Carolina and across the Savannah 
River in Georgia. 

The Banjar 
Consensus has not been reached on the 
exact roots of the banjo, but there is 
agreement that it was the first blues 
instrument and began as a gourd with 
strings in Africa. In 1620, while on the 
Gambra River, 17th century explorer 
Richard Johnson referenced an 
instrument in his journal "made of a 
great gourd and a neck, thereunto was 
fastened strings." 

Gourds were plentiful in rural South 
Carolina, thus making similar musical 
instruments was possible. The banjo 
(also known as a banjar or halam) was 
used as a central instrument in America, 
although it was eventually outstripped 
in popularity by the guitar, for its less 
tinny sound and its deeper and more 
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sustainable notes, which suited the 
tonality of blues better than the higher
pitched banjo. 

However, the banjo remained popular 
on the East Coast while its use 
diminished further south. The Piedmont 
or East Coast-style of blues was often 
higher-pitched than Delta-style blues, 
so the banjo's place in Carolina blues 
was secure, leading to the instrument's 

emergence as a primary focus in 
"mountain," "Hillbilly," and bluegrass 
music in the 1940s. 



Dance Roots 
From communicative drumming and 

chanting came the ring shout, which 

was a religious ceremony featuring 

dancing, shouting, and much jubilation. 

Ring shouts inspired numerous dance 

crazes. One, known as the "Cake Walk," 

became very popular in the late 1700s 

and 1800s with the white population. 

It was based, unbeknownst to the 

plantation owners and their friends, 

on slaves imitating the stiff and formal 

European dances of the day, such as 

the waltz. The plantation owners then 

imitated the slaves' mockery of them 

and the very tame Cake Walk became 

one of the first popular dances created 

in the "New World." 

During the "Roaring Twenties," a new 

dance called the "Charleston" emerged 

from the port city that lent the dance 

its name. The dance was considered 

scandalous, raising eyebrows and 

fostering whispered comments about 
the younger generation's shocking 

behavior. 
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The "Big Apple" dance rose to fame in 

1937, and got its name from the Big 

Apple nightclub in downtown Columbia. 

It was an energetic dance that featured 

the male tossing his partner up over his 

head and through his legs. Its popularity 

helped launch Arthur Murray's Dance 
Studios and was long thought to be the 

source of the nickname for New York 

City, when the craze hit that cultural 

capital. While the Cake Walk was serene 

by comparison, the later iterations of 

the dance were increasingly active and 

in turn inspired many other dances, 

such as the frenetic "Jitterbug" in the 

1940s. Followed by Swing dances like 

the "Lindy Hop" in the 1950s, each was 

accompanied and inspired by upbeat 

forms of jazzy blues music called Jump, 

Swing, or Boogie-Woogie. South 

Carolina contributed one of the kings 

of that musical genre, Cheraw native 
Dizzy Gillespie. 

A slower version of the Jitterbug, a 

dance called the "Shag," evolved on the 

upper coast of South Carolina. Its 

emergence was partly due to a desire 
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for the dancers to keep cool in the 
sweltering summer heat. The Shag is 
the official state dance of South Carolina. 

Each half-generation added its own 
twists to the music and dances 
associated with blues roots, until the 
evolution of a late 1950s dance called 
the "Twist," as originated by Hank 
Ballard and the Midnighters. The Twist 
was the first dance where partners did 
not touch or need to follow each other's 
steps. It became an international craze 
after being reintroduced on Dick Clark's 
American Bandstand by Chubby Checker, 
who was born Ernest Evans in Spring 
Gulley, near Andrews, South Carolina. 

Musically, many other South Carolina 
natives have contributed to the blues 
with a wide array of styles and 
perspectives. Most are not household 
names, but their influence is far
reaching. Rock fans recognize the band, 
Pink Floyd, but might not be aware of 
the band's blues origins. The name was 
chosen because of the band members' 

Pink Anderson of Laurens, South 
Carolina and Floyd Council of North 
Carolina, who collaborated for many 
years as medicine show performers, 
entertaining their audiences with music 
and skits from the back of a wagon 
while patent medicines, often called 
"snake oil," were hawked to the rapt 
onlookers. Among those performers 
were Peg Leg Sam, Blind Cootie Stark, 
and Simmie Dooley. 

The Reverend Gary Davis and Josh 
White (aka Pinewood Tom) were two 
of South Carolina's most well-known 
performers. Both left the state to work 
further north. White was one of the 
most popular singers of his time, but 
was blacklisted for his songs protesting 
social injustice. Despite having been an 
advisor to President Roosevelt on social 
issues, he could not get hired as a 
performer during the 1950s. The "Elvis" 
of his time, White was the first person 
to have a signature guitar designed for 
him. Despite this, he is unknown today 
to all but the most fervent blues 

admiration of two Carolina bluesmen, aficionados. 
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Charleston contributed a songbird to 
the blues when a young Bertha Hill ran 
away from home in her early teens and 
sought the bright lights. Called "Chippie" 
Hill, for her young age and diminutive 
size, she got the attention of top band 
leaders in New York City, but lost her life 
to a hit-and-run driver far too soon. 

When blues evolved into the original 
rhythm and blues (R&B) during the 
mid- to late-1940s, it became more 
upbeat and eventually evolved further 
into rock'n'roll. South Carolina artists 
were at the top of the charts, like 
Nappy Brown on the Savoy label, who 
lived and raised his family for many 
decades in Pomaria, near Newberry. 
Brown performed 
blues throughout 
his life, while 
singing in his tiny, 
country church as 
a member of The 
Faithful Workers 
gospel group. 

Nappy Brown, 2006 
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Greenville County native Mac Arnold 
invited a young, eager singer named 
James Brown to join his first band. 
Brown traveled up from the Aiken/ 
Augusta area every week to practice 
and perform. After having secured his 
place in the music history books by 
playing many years with Muddy Waters 
and in the band for the Soul Train 
television series, Arnold returned to 
Greenville and is now a "gentleman 
farmer" and restauranteur who has truly 
returned to his roots (in the soil and in 
music). 

Perhaps South Carolina's best known 
modern-day bluesman is Bishopville's 
own Drink Small. Known as "The Blues 
Doctor," Small grew up singing gospel 
as a teen, eventually performing at the 
Apollo Theatre in New York City and 
touring with Sister Rosetta Tharpe, the 
Godmother of rock and roll. Small, as 
many blues performers did, leapt from 
the musical grounding of gospel into 
the more lucrative blues. He released 
his first blues recording, "I Love You, 
Alberta," in the early 1960s. 
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Now in his early 80s, he is still providing 
powerful performances and continues 
to write music and share "Drinkisms," 
the short, philosophical catch-phrases 
that have become a trademark of sorts. 

Similar to South Carolina's blues history, 
his music evolves, but also has a 
tendency to revert to its roots, which 
rest in gospel music. As Small says, 
"These days, I'm less about the Boogaloo 
than the Hallelu(jah)." 
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There is a resurgence every so often in 
the musical interest in blues and roots 
music. South Carolina is fortunate to 
have a rich pageantry of historic artists 
as well as many very talented 
contemporary performers, such as 
Freddie Vanderford, who learned 
harmonica from Peg Leg Sam. Whether 
originators, or imitators who pay 
tribute to those who have gone before, 
South Carolina's blues traditions and 
modern-day purveyors are a treasure 
trove of talent and history to explore 
and enjoy. 



Mexican 'f T«Jitional Music 
Maria Arroyo 

Music has a significant presence 
among the many traditions shared by 
immigrants in South Carolina and is the 
perennial companion of everyday 
activities. Mexican traditional music is 
well known throughout the Americas 
and the world. With its many rhythms 
and styles, the son is the most 
important genre, and every region has 
its own son to describe and represent it. 
Other prominent rhythms are the 
rancheras and corridos. The music is 
interpreted by bandas, ensambles, 
mariachis, and marimbas in a rich 
cultural melange of music, costumes, 
poetry, and sentiments. 

Mariachi 
A vital component is the mariachi band, 
often characterized by lively music 
which invites everybody to engage and 
sing along. The mariachi band is a must 
for significant events in people's lives 
and also for the rest of the community. 
During birthday celebrations, "Las 
Mafianitas" is the typical serenade given 
by a mariachi band, especially for the 
Quinceafieras party, a coming of age 
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celebration for girls: 

Estas son las mafianitas 
que cantaba el rey David 
a las muchachas bonitas 
se las cantamos a asi. 

Despierta mi bien despierta 
mira que ya amaneci6 
ya los pajaritos cantan 
la luna se meti6. 

This is the early morning song 
That King David used to sing 
To the pretty girls 
We sing it this way. 

Wake up! My darling, wake up! 
Look it's morning already 
The birdies sing 
And the moon is gone. 

In 2011, Mariachi was recognized as 
Intangible Cultural Heritage by The 
United Nations Educational, Scientific 
and Cultural Organization (UNESCO). 
Mariachi music has been deeply rooted 
in Mexico since the second half of the 
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eighteenth century. The songs are a 
testimony of oral traditions, which are 
passed down from one generation to 
the next. Playing "by ear" is how 
parents teach their sons; practice comes 
from playing at public, private, religious 
or civic events. Mariachi music combines 
rhythms from northwestern Spain, 
Africa, and native Mexican cultures. 
Mariachi bands, like people, immigrated 
to the US, and have integrated and 
influenced the various genres and 
rhythms of American music from 
traditional folk tunes to current pop 
hits. Rock band Train's "SO Ways to Say 
Goodbye" illustrates this with a nice 
combination of lost love, mariachi 
strings, and brass. 

A mariachi band has at least four 
members, including a singer, a vihue/a, 
a guitarr6n, violin, trumpet, and even a 
harp. It is also characteristic to hear 
onomatopoeic sounds and shouts of 
encouragement (Ora/el) and 
sentimental expressivity (Ay Ay Ay Ay! 
Ahuuuuaaa!) as introductions, or as 
highlights to the songs. 

Mariachi singers perform both 
traditional and modern music, wearing 
the typical charro attire. In a way, the 
mariachi band constitutes a seal of 
identity of Mexican culture. 

Danza Azteca 
An ancient canto y danza, which was a 
form of offering to the gods, Danza 
Azteca is the opening dance for the 
traditional Fiesta de Guadalupe and 
uses drums, rattles, flutes, horns and 
trumpets, a conch, and a snail horn. 
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Danza Azteca, Feliz Navidad Celebration, 
Lexington, 2013 
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Corrido 
The corrido is a testimony of oral 
history and relates events that occurred 
during a certain period of time. Corridos 
originated in the nineteenth century 
and became popular during the 
Mexican Revolution. The song "Adelita" 
is a representative example of this genre. 
Adelita was a so/dadera that played an 
important role during the war. An 
interesting bit of trivia: Mexican
American actor Anthony Quinn's 
mother was a soldadera. "De colores" 
is a familiar corrido, very popular among 
children, usually sung during spring time. 

Mexican Son 
The Mexican son originated around the 
eighteenth century as a mix of Spanish 
and indigenous music. The instruments 

used are guitar, trumpets, violins, 
accordions, harp and marimba. Among 
the most popular sons are "Son Jarocho" 
and "Son de la Negra," which are played 
in every civic or religious festival. 

A notable exponent of "Son Jarocho" 
is the folk song "La Bamba," which 
became famous in the United States 
with Richie Valens' rock interpretation 
in 1958 and later covers by groups like 
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Los Lobos, a Chicano group dedicated 
to preserving traditional Mexican music. 
Their song was featured in the 1987 
film La Bamba and climbed to number 
one on the Billboard charts, winning a 
MTV Video Music Award in 1988. 

The Son Jarocho dancers from Veracruz, 
Oaxaca, and Tabasco wear traditional 
outfits. The men wear a guayabera, 
white pants, a red handkerchief around 
their necks, and a straw hat. Women 
wear white lace dresses, a rebozo, fans, 
and their hair up, fixed in a bun adorned 
with flowers. Interesting elements in 
the music of this region are the use of 
the harp and the zapateado, a very 
distinctive tap-dance, performed on a 
wooden platform. 

"La Llorona" is a notable example of the 
Son lstmeiio from the Tehuantepec 
Isthmus in Oaxaca State, and has been 
performed by many famous singers like 
Pedro Infante, Jorge Negrete, Alfredo 
Jimenez, Joan Baez, Lila Downs, and 
many others across Latin America, each 
one contributing the flavor of their own 
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national culture. Hence, my favorite 
interpretation of "La Llorona" is by 
Ecuadorian singer Julio Jaramillo, 
accompanied by the Colombian Alci 
Acosta. 

"La Petenera," a lively huapango of 
Huastecan origin, became well known 
all over South America largely from an 
interpretation by the Andean group 
Inti lllimani, which gave the song a more 
"pan-american" feeling. This group 
uses traditional instruments from the 
Andes like the quena, charango, and 
rondador, to mention a few. 

The ubiquitous "Son de la Negra" folk 
song from the state of Nayarit, is 
considered the popular national 
anthem. Mariachis use this song as 
their entrance to all artistic events. The 
verses are now well known, however 
they appear to have originated from 
cop/as, a sort of improvised popular 
poetry that springs into song from the 
spirit and inspiration of the moment, 
thus the authors are unknown. 



Ranchera Music 
Ranchera music originated from the 
ranchos and is about love, patriotism 
and nature. This genre is typically sung 
by mariachis and nortefio groups. 

The annual Festivity of The Virgin of 
Guadalupe is a remarkable celebration, 
where the whole community is involved 
in an effort to preserve and share their 
traditions. Music and dance are present; 
children, teenagers, and grown-ups 
produce a beautiful theatrical 
performance, and when the band 
enters with the typical mariachi shouts, 
it invites all the public to enjoy and be 
part of their ancestral traditions. 

All of these traditional dances and 
musical forms are invariably the 
companions of immigrants in their 
journey to South Carolina. The Mexican 
community actively participates in 
events organized by libraries, churches, 
community centers, schools, and other 
public and private entities and 
contributes the abundance of its 
cultural heritage. 
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Baja Sexto - a Mexican instrument with 12 strings in 6 double courses 
Bandas - band; musical group 
Charango - small, 10-string South American guitar, often made from armadillo shell 
Charro/a - traditional cowboy/cowgirl attire 
Canto y danza - song and dance 
Corridos - ballads; songs that have a narrative component and tell a story 
Ensambles - band; musical group 
Guayabera - a loose shirt with large pockets; usually white 
Guitarr6n - large guitar; akin to a bass guitar 
Huapango - a Mexican folk dance and music style 
Mariachi - music style played for celebratory ocassions like weddings and birthdays 
Marimbas - percussive instrument rooted in Central and South American music 
Norteno - genre of Mexican music that features the accordion and the bajo sexto 
Quena - a wind instrument, similar to the flute 
Quinceanera - a "coming-out" ball for girls who have reached their 15th birthday 
Ranchos - very small towns 
Rancheras - popular Mexican folk songs 
Rebozo - a woman's wrap or shawl 
Rondador - a set of chorded cane panpipes, native to Ecuador 
Soldadera - female soldier 
Son - sound; specifically, pleasant sounds, in reference to folk song(s). 
Vihuela - an instrument very similar to the guitar 
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Fiddling in South Carolina 
All images used courtesy of the author. 

African-American Spirituals 
1. Laura Towne and students, Penn School, St. Helena Island, February 1866. Courtesy of 

Penn Center. 

2. Mary Jenkins Community Praise House, 2013. Courtesy of Athenaeum Press at Coastal 

Carolina University. 

3. Moving Star Hall Singers. Alan Lomax Collection (AFC 2004/004}, Courtesy of the Association 

for Cultural Equity. Photographer unknown. 

1National Park Service, Low Country Gullah Culture Special Resource and Final Environmental 

Impact Statement (Atlanta, GA: NPS National Southeast Office, 2005), 55. 
2Lorenzo Dow Turner, Africanisms in the Gullah Dialect(Chicago: Univ. of Chicago Press, 1949). 
3Frances R. Grant, "Negro Patriotism and Negro Music," New Outlook (26 February 1919), 346. See 

Elizabeth Jacoway, Yankee Missionaries in the South: The Penn School Experiment (Baton Rouge: 

Louisiana State University Press, 1980), 127-128. See also Natalie Curtis Burlin, Hampton Series 

Negro Folk-Songs (New York: G. Schirmer, 1918-1919), 4-5. Burlin provides a background and 

analysis of "Ride On, Jesus." 
4Guy Carawan, Candie Caravan, Robert Yellin, and Ethel Raim, Ain't You Got a Right to the Tree of 

Life?: The People of Johns Island, South Carolina - Their Faces, Their Words, and Their Songs 

(Athens: University of Georgia Press, 1994), viii.x 
5Charles W. Joyner, Shared Traditions: Southern History and Folk Culture. (Urbana: University of 

Illinois Press, 1999), 232. 
61bid,xi. 

The Blues 
All images used courtesy of the author. 

Mexican Traditional Music 
All images used courtesy of the author. 
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Maria Arroyo is a 2013 Leo Twiggs Scholar, 2013 Furman University Riley Institute 
Diversity Fellow, and a South Carolina Arts Commission Community Scholars graduate. 
In 1992 Arroyo received her doctorate in Educational Psychology from The Central 
University of Ecuador. In addition to her work as Parent Educator, Arroyo also publishes 
El Recado, a monthly compilation of traditions from first generation Spanish-speaking 
families in Lexington County. She would like to thank Georgina Camacho, Lorena Loera, 
and the Rios Family for contributing to this article. 

Eric Crawford is an assistant professor of music at Coastal Carolina University. His 
research focuses on the rich tradition of Gullah music, specifically the retentions and 
alterations that have occurred since the first transcriptions in the 1860s. Since 2007, he 
has conducted extensive field recordings on St. Helena Island and his transcriptions are 
held at the American Folklife Center at the Library of Congress. In 2013, Crawford 
participated in the St. Helena Island Gullah Spirituals project, a collaborative effort 
among scholars to preserve and foster the study of the earliest recorded spirituals, and 
in 2014, a CD called Gullah: Voice of an Island was released. Recently, he completed work 
on his book entitled De Ole Sheep Done Know De Road: In Search of the Gullah Spiritual. 
He holds a Ph.D. in Musicology from The Catholic University of America. 

Clair DeLune is passionate about music. Among other pursuits, she is a musician and 
fan, author, editor, photographer, professor, counselor, radio host, media producer and 
historian. She appreciates her good fortune to have been close friends w ith so many 
music legends, and feels truly honored to be able to chronicle her experiences to share 
with other music fans. Since 1990, DeLune has hosted an educational roots music radio 
program, Blues Moon Radio, on WUSC-FM each Tuesday evening. Look for her new book, 
South Carolina Blues, published by Arcadia Press, due in 2015. 

Ashley Carder has been playing and collecting traditional fiddle music for about 35 years. 
In his 20s, he would seek out older fiddlers, play guitar with them, and record and learn 
their old fiddle tunes. Among these fiddlers were South Carolinians Pappy Sherrill, Vernon 
Riddle, Daniel "Bo" Norris, Boyd Isler, and Freeman Quinn. Carder has produced CDs of the 
fiddling of both Sherrill and Riddle and has passed the old tunes on to many younger 
fiddlers in the state. Carder received the Jean Laney Harris Folk Heritage Award in 2012 
for the preservation of traditional fiddling. He currently plays fiddle in the bluegrass band 
Palmetto Blue, does occasional lectures and presentations on South Carolina's fiddling 
traditions, and encourages younger musicians to carry on the art of traditional bluegrass 
and old time country music. Carder runs the IT operations of an insurance company as his 
day job. 
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Traditional music differs from other 
types of music because it endures 
through time, maintained informally 
by communities who value a certain 
collective vision and aesthetic. By 
contrast, a "pop" song might trend for 
a year or two, then fade from memory. 
How many "one hit wonders" do you 
remember? Classical music is also 
timeless, but is largely the result of the 
genius and vision of individual 
composers. 

Less concerned with categorization or 
genre, traditional music is constantly 
evolving. Without such change, British 
folklorist A.L. Lloyd noted "we'd still be 
singing melodies based on a 3-note 
scale and banging a couple of sticks 
together as an accompaniment." 

Traditional music persists because 
people consider it a very personal and 
inseparable part of their daily lives. For 
example, many Irish fiddle tunes and 
English ballads are centuries old and 
15th century African vocal styles inform 
contemporary spirituals. Reflecting 
shared joy, pain, hope, and solidarity, 
this music is deeply rooted in social 
change and cultural identity. 
South Carolina has long 
been considered a 
"land of music" and 
traditional music 
is an important 
part of the story. 
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Traditional music is about people and 
relationships. Participatory in nature 
and based in oral culture, it requires the 
interaction of an active audience with 
musicians of varying skill levels. Until 
the early 20th century, learning 
traditional music was largely a local 
affair. Folks learned to play or sing from 
neighbors, friends, and family, on the 
front porch, in the sanctuary, or under 
a shade tree. 

Fiddler Homer "Pappy" Sherrill with a vounc pupil, 1992. 
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With the advent of radio, recorded 
music, and record companies in the 
1920s, people could learn by listening 
to musicians from around the country. 
Several decades later, regional 
television programs like Pickin' Time 
on WIS-TV in Columbia showcased local 
talent. Musicians were now influenced 
by more than their immediate circle of 
friends and family. The concept of 
"local" had been redefined. 

The internet continued this redefinition. 
People can now listen, learn, and teach 
via countless online resources. However, 
folklorist Kenneth Goldstein believes 
technology has only "supplemented 
rather than replaced, reinforced rather 
than displaced, fed rather than 
swallowed the oral tradition." In other 
words, technology does not change 
what is core to traditional music - the 
expression of shared values through 
active musical engagement. 
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Scholars from a variety of disciplines 
have long been interested in the role 
traditional music plays in cultural 

identity and social history. In 1788, 
German philosopher Johann Gottfried 
von Herder published Volkslieder 
(Folksongs), one of the first works to 
address traditional music. Others 
include literary scholar Francis Child's 

mammoth 8-volume The English and 
Scottish Popular Ballads, published in 
1882, and Cecil Sharp's fieldwork in 
the southern Appalachians in 1916, 
documenting ballads with connections 

to the British Isles. 

During most of the 20th century, field 
recording equipment was bulky and 
unwieldy. Sharp used a large machine 

that recorded audio onto wax 
cylinders. In the 1930s, folklorist John 
Lomax installed a 300-pound recorder 

in the trunk of his car. Today, digital 
recorders fit in your front pocket. 

These early scholars believed they 
were heroically saving music that 
was isolated and fast disappearing. 
To them, as folklorist Robert Cantwell 
sarcastically noted, these musicians 
"live up on the mountain, telling 
tales, distilling whiskey, singing 
ballads, salvaging old washing 
machine motors, and playing the 
fiddle." Yet, traditional music was 
far from isolated then and thrives 
today in South Carolina. 
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Traditional music is unique in South 
Carolina in part because the state has 
been witness to a diverse cultural 
landscape. By 1670, enslaved Africans 
began arriving in the new city of 
Charles Town. Unlike neighboring 
Georgia and North Carolina, the slave 
population in South Carolina grew 
exponentially during the 18th century. 
In 1740, there were 1,000 slaves in 
Georgia, but over 30,000 in South 
Carolina. The Northern colonies were 
heavily influenced by British and 
European cultures, but the Carolina 
coast became more culturally tied to 
Africa and the Caribbean. 

In the early 1700s, immigrants from the 
British Isles and across Europe began 
settling the Carolina "backcountry." 
Pushing westward, through Native 
American tribal lands, they moved into 
the Appalachian foothills. Unlike the 
singular French influence in Louisiana 
or the Germans in Pennsylvania, these 
diverse groups set the stage for 
unparalleled cultural exchange. 
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Through the 19th century, South Carolina 
was essentially a land of two distinct 
regions: the backcountry, settled 
primarily by Protestants from the British 
Isles and Germany; and the coast, where 
West Africans had a lasting impact on 
the smaller English population and 
eventually, the rest of the state and 
the nation. 

Member of the PeeDee Indian Wlndwalken at the Fall FolkHfe 
Festival, McKisslck Museum, 1995. 



Traditional music is not about producing 
a product solely for consumption by a 
distant and fleeting audience. It is 
participatory; more of a verb than a 
noun. The technological "revolution" 
Kenneth Goldstein speaks of illustrates 
the dynamic nature of tradition. Far 
from being static, traditions are fluid 
and adapt to the emotional needs of 
both the musician and their audience. 

Greenville bluesman Mac Arnold 
illustrates the powerful and emotional 
nature of music. As a youngster, his 
older brother made him a guitar out 
of a spare gas can. From that homemade 
instrument, Arnold went on to play 

bass with Muddy Waters in Chicago 
and then with the house band on the 
television program Soul Train. After 
retiring and moving back home to South 
Carolina, Arnold again plays his old gas 
can guitar with his own band, Mac 
Arnold & Plate Full O' Blues. 

Perhaps folklorist Alan Lomax sums 
it up best by reflecting that traditional 
music "gives the listener a feeling of 
security" by symbolizing the place 
where one was born, childhood 
satisfactions, religious experience, 
pleasure in community life, courtship 
and work, in what he calls "personality
shaping experiences." 

The Diverse Voic 
projects explori1 
Southeast. Rese 
graduate studer 

Funded in part~ 
National Endow1 
South Carolina s 
extensive folklif, 
current researd 

The curatorial tE 

Kyle Bjornson 
ltamar Friedmar 
Edward Puchner 
Douglas Dowlin1 

For further rese 

The Study of Folk I\, 

Shared Traditions: . 
Sinful Tunes and S,: 
Ain't Gonna Lay M~ 
Folk Music and Mo, 
Don't Get Above Ye 
Jazz & Blues Musici 
Musical Roots of th 
Study of Ethnomus. 
The New Grove: Ge 
WPA Federal Write 



?rs in Chicago 
se band on the 
11 Tra in. After 
k home to South 
Jlays his old gas 
1 band, Mac 
3Iues. 

Lomax sums 
that traditional 
er a feeling of 
1g the place 
hildhood 
experience, 
r. life, courtsh ip 
lls "personal ity-

g{cknowleJqemenls 
The Diverse Voices Folklife Gallery features annual, collaborative exhibition 
projects exploring a range of topics related to traditional culture in the 
Southeast. Research includes the contributions of both undergraduate and 
graduate students, USC faculty, guest curators, and McKissick Museum staff. 

Funded in part by grants from the South Carolina Arts Commission and the 
National Endowment for the Arts, Heard at Every Turn: Traditional Music in 
South Carolina showcases and interprets objects from both the Museum's 
extensive folklife collection and several private collections, and highlights 
current research in the region. 

The curatorial team for this exhibition and related programming includes: 

Kyle Bjornson 
ltamar Friedman 
Edward Puchner 

Lana Burgess 
Britney Ghee 
Mark Smith 

Douglas Dowling Peach 

Katie Crosby 
Brianna Hughes 
Saddler Taylor 

Chris Fite 
Claire Jerry 

For further research on this topic, please explore the following resources: 

The Study of Folk Music in the Modern World, Philip Bohlman 
Shared Traditions : Southern History and Folk Culture, Charles Joyner 
Sinful Tunes and Spirituals: Black Folk Music to the Civil War, Dena Epstein 
Ain't Gonna Lay My 'Ligion Down : African American Religion in the South, Alonzo Johnson 
Folk Music and Modern Sound, William Ferris and Mary L. Hart (ed) 
Don' t Get Above Your Raisin' : Country Music and the Southern Working Class, Bill Malone 
Jazz & Blues Musicians of South Carolina, Benjamin Franklin V 
Musical Roots of the South, Peggy Bulger 
Study of Ethnomusicology: Thirty-One Issues and Concepts, Bruno Netti 
The New Grove: Gospel, Blues, and Jazz, Paul Oliver, Max Harrison, and William Bolcom 
WPA Federal Writers ' Project Materials on African-American Life in South Carolina 
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1. Drink Small - Going Down to Louisiana 
(Live, 1986, Hobcaw Conference, Charleston) 

Once heard, the Piedmont blues is difficult to forget; a blending of lighthearted grace, humor, and 
intensity. For decades, Drink Small has been one of the leading practitioners of the Piedmont blues 
style. A native of Bishopville in Lee County, Small began playing guitar as a teenager in the 1940s. 
He got his start in the gospel band The Spiritualaires and travelled extensively throughout the 
region. With roots in both gospel and blues, he infuses his music with unparalled passion and 
intimacy. A lifetime of performing has taken him to countless festivals and venues including the 
Chicago Blues Festival, the New Orleans Jazz & Heritage Festival, the King Biscuit Blues Festival in 
Arkansas (now the Arkansas Blues and Heritage Festival), the Smithsonian Folklife Festival, and the 
Mississippi Valley Blues Festival. Now blind, Small continues to perform on a regular basis, for 
audiences large and small. Drink Small received the Jean Laney Harris Folk Heritage Award in 1990 
and a National Heritage Fellowship from the National Endowment for the Arts in 2015. 

2. Edisto River Singers - Crow Hop 
(Live, 2014, FolkFabulous Festival, McKissick Museum) 

The Edisto River Singers are the premier Native American drum group in South Carolina. They are 
a southern plains-style drum group with a unique sound. Native American drumming accompanies 
specific types of dances. The Crow Hop is considered an "open dance," meaning all types of 
dancers (fancy, grass, social) can join in, as well as men, women and children. Each drummer is an 
enrolled member of the Edisto Natchez-Kusso Tribe from Ridgeville . The group was formed in 1991 
by four original singers who still perform today. The group is lead by tribal chief Andy Spell along 
with Caleb Creel, Quintin Boren, Simon Muckenfuss, Justin Creel, Don Tracy, Ryan Clark, I.C. 
Muckelvaney, Scotty Muckenfuss, Jesse Neal, Michael Muckelvaney, Nate Creel, Curtis Tracy, Matt 
Creel, Steve Creel, Glenn Creel, and Michael Arana. 

3. The Jarvis Brothers - Lay My 'Ligion Down 
(Live, 1992, Heritage of Song Concert, Township Auditorium, Columbia) 

The Jarvis Brothers of Orangeburg County are the living continuation of the Jubilee style of 
a cappella gospel singing that was immensely popular in the 1930s. Organized and arranged by 
their mother, the late Anna Gadsden Jarvis, her five sons, Ulysses, Reginald, Donald, Anthony, 
and Rogers, began singing spirituals over 30 years ago, emphasizing the tight harmonies and 
careful intonation of the Jubilee style. Over the years, each brother held leadership positions in 
the Orangeburg area and still continued to sing as a group, practicing weekly under the watchful 
gaze of their parents and singing on weekends for churches and meetings across the Southeast. 
The Jarvis Brothers are models for young gospel singers through their virtuosity and dedication to 
the performance of African-American religious music. They received the Jean Laney Harris Folk 
Heritage Award in 1989. 
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4. Kristen Harris & Friends - The Train that Carried My Girl From Town 

(Live, 2014, The Woodshed, Columbia) 
Kristen Harris began playing the violin at the age of 5 and she started fiddling around age 16. She 
has won several old time fiddle contests and was the 2013 South Carolina State Fiddling Champion. 
Harris received her Masters of Arts in Music Education from the University of South Carolina 
in 2012, and teaches music in the public school system. Harris is also a founding member of the 
band The Prairie Willows, which can be heard regularly around the Columbia area. Here she is 
joined by Ashley Carder on guitar, Tyson Graham on bass, and Perrin Skinner and Kelly Douglas on 
vocals. 

5. Bill Wells & the Blue Ridge Mountain Grass - Green Pastures 
(from Are We Ready for the Calling, 1981) 

Bill Wells opened Bill's Pickin' Parlor and Music Shop in West Columbia in 1985. He immediately 
posted newspaper ads for bluegrass music jam sessions, starting what became a tradition at 
710 Meeting Street. On Friday evenings, anywhere from 50 to 150 people, young and old, travel 
from all across the state and neighboring Georgia and North Carolina to jam with other musicians 
or to simply listen. Wells was a staunch advocate of the acoustic sound and virtuosity of bluegrass 
music. Wells and his band, The Blue Ridge Mountain Grass, often could be found at jam sessions 
rehearsing and playing. Asked to explain what distinguishes bluegrass from other forms of country 
music, Wells said it was the "emphasis you give to a word to give it feeling - that and a devotion 
to your audience. You can watch a band and tell whether they're working for the people or 
working for themselves." In 2011, Wells received The Order of the Palmetto, the highest civilian 
honor awarded by the Governor of South Carolina. Wells' legacy lives on as his son, Willie, now 
runs the Pickin' Parlor and leads the Blue Ridge Mountain Grass. Bill Wells received the Jean Laney 
Harris Folk Heritage Award in 1998. 

6. Freddie Vanderford & Brandon Turner - Meet Me at the Bottoms 
(Live, 2015, Shady's Bar & Grill, Union) 

Growing up in Buffalo, South Carolina, Vanderford first learned to play the harmonica from his 
grandfather, who played "old mountain songs." Initially, Vanderford blended the country style of 
his grandfather with the sound of the Chicago blues. However, an encounter with the Piedmont 
blues of Arthur "Peg Leg Sam" Jackson would forever change Vanderford's musical style. In the 
1960s, Vanderford first heard Peg on the radio. When he discovered the blues harpist and former 
medicine show performer lived nearby, he set out to meet him, hoping to learn something of his 
skill and his style. The two eventually developed a close relationship, from which Vanderford 
learned a great deal. Brandon Turner has been playing guitar since he was a youngster and has 
performed extensively with Vanderford. They play tirelessly throughout the region, both as a duo 
and with Vanderford's band Mill Billy Blues. Vanderford received the Jean Laney Harris Folk 
Heritage Award in 2010. 
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7. The Gullah Kinfolk - Me Dun Dun 
(from Songs uv dee Gullah Pee'puls, Anchor Media Group, 2000) 

Anita Singleton-Prather is a Gullah scholar, entertainer, and master storyteller. The founder of the 
musical performance group the Gullah Kinfolk, she has performed at many festivals, including the 
Spoleto USA international arts festival in Charleston. She appeared in the film Forrest Gump and 
on the Food Network program Christmas Across America. Singleton-Prather's one-woman show, 
Tales from the Land of Gullah, has been broadcast on nationally on PBS, as well as in Canada and 
the Virgin Islands. She is the founder of ASE Gullah Education LLC, an organization that strives to 
"educate the world through the arts, about the rich and unique Gullah culture that was birthed 
out of the trans-Atlantic slave trade during the making of America." She also serves as the vice 
president of the Gullah Cultural Alliance. Singleton-Prather is also the director and producer of 
Broadway Back In Da' Woods Productions, a full-stage musical theater experience featuring the 
Gullah Kinfolk. For more information, visit www.gullah.tv. Singleton-Prather received the Jean 
Laney Harris Folk Heritage Award in 2014. 

8. The Hired Hands w/Beth Crider - Mule Skinner Blues 
(Live, 1982, Township Auditorium, Columbia) 

The Hired Hands featured some of the most well-respected musicians in early traditional country 
music in the South. Formed in 1939 as the WIS Hillbillies, they were managed by Byron Parker and 
enjoyed pioneering success on radio programs throughout the region. After Parker's untimely 
death in 1948, band members Homer "Pappy" Sherrill and DeWitt "Snuffy" Jenkins renamed the 
band The Hired Hands in his memory. They went on to forge a legacy in radio, television, and live 
performance. Long-time members included Jenkins, Sherrill, Ira Dimmery, and Greasy Medlin. The 
band performed steadily for over forty years, and featured a wealth of talented musicians, 
including Tommy Faile, Frank Hartley, and Harold, Randy and Bryant Lucas. They performed 
traditional Southern fiddle and dance music for audiences throughout the Southeast. Here they 
feature a young Beth Crider on vocals during a performance at an iconic Columbia music venue, 
the Township Auditorium. "Mule Skinner Blues" features Sherrill on fiddle, Jenkins on banjo, and 
Harold Lucas on guitar. 

9. J.D. Benson - Psalm 23 
(Live, 2003, Benson's home, Seneca) 

Deacon J. D. "Harmonica Man" Benson, from the Oconee County town of Seneca, was one of 
the last traditional mouth harp players in the state who could successfully weave together 
imitative sounds with vocal elements to create a spellbinding narrative. Benson also composed 
hymns and inspirational songs, performing these on his harmonica, along with traditional 
religious songs, moving between sung verse and played chorus. Benson passed away in 2006. 
He received the Jean Laney Harris Folk Heritage Award in 1991. 
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10. Rayo Norte no - El Mojado Acadulado 
(Live, 2000, McCormick) 

Along with mariachi, norteno music is one of the most prevelant Latino music traditions in the 
Southeast. The Greenwood-based band Rayo Norteno exemplifies what makes the genre unique, 
including the use of the accordion, drums, and electric bass. With deep roots in rural, northern 
Mexico, norteno is social music and combines elements of German polka, military brass bands, 
and traditional Mexican corridos (narrative songs or ballads). Nortenomusic is played at 
celebratory occasions and dances, and is a popular staple on Latino radio stations throughout 
the region . 

11. Moving Star Hall Singers - You Got to Move 
(Live, 1990, McKissick Museum) 

The Moving Star Hall Singers of Johns Island were nationally recognized for their important 
contributions to African-American musical heritage. They were a multi-generational family group 
who belong to Moving Star Hall, one of the last remaining praise houses on the South Carolina 
Sea Islands. Here a powerful and distinctive form of worship developed during the mid 1800s. 
The Moving Star Hall Singers' shouting style of pra ise house music moves the heart and lifts the 
spirit. Since the early 1960s, the Moving Star Hall Singers performed throughout the United States, 
from folk festivals to city concert halls, bringing the songs of Sea Island culture to a broad audience. 
They were featured on numerous recordings and films. The matriarch of the group, Janie Hunter, 
was recognized in 1984 with a National Heritage Fellowship from the National Endowment for the 
Arts. The Moving Star Hall Singers received the Jean Laney Harris Folk Heritage Award in 1990. 

12. Vernon and Ruth Riddle - Life's Railway to Heaven 
(Live, 1990, Spartanburg) 

Vernon Riddle played the fiddle for over 50 years. He was first exposed to the traditional music of 
upstate South Carolina at home in the mill village of Glendale. Riddle also listened to the Grand 
Ole Opry radio show on Friday nights. At 17, he first auditioned for the "Dixie Jamboree," a popular 
live country music show in Spartanburg. Proficient on the guitar, Riddle took up the fiddle when 
his first wife gave him one in the early 1950s. While in the United States Air Force in Amarillo, 
Texas, he learned the "long bowing" technique of fiddlers like Eck Robertson. After retiring from 
the military, Riddle returned to South Carolina and once again, he was a familiar face at jam 
sessions in the Upstate. In 1989, he married Ruth Stewart, a guitar player from Spartanburg. The 
musical duo entertained all over the western Carolinas. Riddle continued to keep his fiddling skills 
sharp by playing competitively, placing in fiddle contests throughout the region. However, on this 
song, Riddle plays guitar while Ruth plays accordion. Riddle received the Jean Laney Harris Folk 
Heritage Award in 1999. 

40 



" ... l<>ppin<J Jwrls al ~ome an.J inlernalion«lllj-.. " 

13. Mac Arnold & Plate Full O' Blues - Backbone & Gristle 
(from Backbone & Gristle, 2008) 

One of thirteen children born and raised on a sharecroppers' farm in Pelzer, Arnold grew up in a 
world where blues music did not exist, at least to his devoutly religious parents. After listening to 
the "wireless" radio of a childhood friend, Arnold fell in love with the blues and in 1966, he joined 
Muddy Waters' band in Chicago. Performing and recording with many of the greatest blues 
musicians of his time, Arnold fully immersed himself in the music. With the help of his Muddy 
Waters bandmates, he was able to land a job as a musician on the TV series Soul Train and later 
as an editor for NBC, traveling extensively to produce national programs. Returning to South 
Carolina and his family farm in the late 1980s, Arnold did not give up his love for music. After ten 
years and much encouragement by harmonica player Max Hightower, Arnold began performing 
again. Hightower assembled a special group of musicians to form Mac Arnold & Plate Full O' Blues. 
The group recorded their first CD in January of 2005 and have since enjoyed a surge in popularity, 
topping charts at home and internationally. Arnold was able to bring his experiences in Chicago to 
his rural South Carolina roots, creating a brand new sensation in traditional blues. Arnold. received 
the Jean Laney Harris Folk Heritage Award in 2006. · 

14. EI-Shaddai Ambassador's Choir - Upendo Wake (His Love) 
(from Kazi Yake (Walk for God), 2013) 

The EI-Shaddai Ambassador's Choir is an East African gospel music group. The group's members 
are refugees from Burundi, Tanzania, Rwanda, and Congo. They were relocated from East Africa 
to various locations in the United States, but have settled together in Dillon, South Carolina. Their 
music tells the story of their cultures, all the while praising the Lord for all He has done for them. 
The group sings in Swahili and Kirundi - languages of their native East Africa - as well as English. 
They have performed at churches, festivals, and theaters throughout Virginia, North Carolina, 
Pennsylvania, and South Carolina. For booking information, please contact (843) 433-0655. 

15. The Lucas Family - Buckin' Mule 
(Live, 2003, Blues, Bluegrass & BBQ Gala, McKissick Museum) 

The Lucas Family traces its musical heritage to 1848, when patriarch Daniel Lucas picked up the 
fiddle. Daniel's son, Jerod, was a regular guest on the WIS radio Barn Dance in Columbia during the 
1940s. Daniel's grandsons Harold, Claude, Bryant, and William began their own careers in 1949 on 
WSB in Atlanta with Hoke Jenkins' Smokey Mountaineers and in the 1960s, the brothers joined with 
members of the Harmon family. Harold Lucas teamed up with radio pioneers Pappy Sherrill and 
Snuffy Jenkins as a member of their band, The Hired Hands, as did Harold's son, Randy Lucas, a 
banjo virtuoso from an early age. This talented family of musicians continues to delight a wide 
range of audiences throughout the region. While they each play a variety of instruments, Harold 
favors the guitar, Randy the banjo, Claude the fiddle, and William the bass. The Lucas Family 
received the Jean Laney Harris Folk Heritage Award in 1992. 
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16. Greasy Medlin & Snuffy Jenkins - Propaganda/Step it Up and Go 
(Live, 1982, Township Auditorium, Columbia) 

DeWitt "Snuffy" Jenkins and Julian "Greasy" Medlin enriched the body of southern American music 
during their colorful careers. Both musicians were veterans of the medicine show circuit, but 
Jenkins' mastery of the banjo and Medlin's penchant for the "talking blues" is what set the two 
apart. Jenkins' professional career began in 1934 on WBT Radio in Charlotte, North Carolina. 
Medlin started playing guitar when he was 8 years old and was entertaining at dances only a few 
years later. By the 1940s, both Jenkins and Medlin were playing in Columbia with the WIS Hillbillies, 
where they met lifelong friend and fellow bandmate, Pappy Sherrill. The trio embarked on an 
extensive musical journey as The Hired Hands that involved radio, television, film, and countless 
live performances throughout the region. Jenkins received the Jean Laney Harris Folk Heritage 
Award in 1988. 

17. Pappy Sherrill & Reid Ringer - Grey Eagle 
(Live, 1986, South Carolina State Fair) 

Homer "Pappy" Sherrill played his first radio show in 1928. In the 1930s, Sherrill played on the 
"Kerosene Circuit." During this time, much of the rural Southeast did not have electricity and the 
venues included barns, schools, or community centers lit by kerosene lanterns. These gigs were 
often dimly lit, cramped, and very hot. His first band, The East Hickory String Band, was a fixture 
on this circuit with people booking him up to six months in advance. They were soon performing 
on the Crazy Water Barn Dance on WBT Radio in Charlotte, North Carolina. Sherrill spent years 
traveling the south, playing with The Blue Sky Boys, The Crazy Blue Ridge Hillbillies, and The Smiling 
Rangers. He moved his family to Columbia in 1939 and joined up with Snuffy Jenkins and Greasy 
Medlin to play with the WIS Hillbillies, later The Hired Hands. Sherrill mentored countless young 
fiddle players during his lifetime, including Reid Ringer, who joins him on this song. Sherrill received 
the Jean Laney Harris Folk Heritage Award in 1988. 

18. Old School Gospel Duo - Dry Bones 
(Live, 2015, Shiloh Baptist Church, Lyman) 

Marshall and Leon James began singing gospel music at an early age. Their father, AB James, 
formed a family singing group that included their older brother Albert. He taught them to sing 
harmony by using the shape-note method of DO-RE-ME and over time, included extended family 
in the group. They were frequent performers at church events and other social gatherings in the 
community. During high school, Marshall and Leon performed with the Holy Tone Quartet, winning 
numerous awards along the way. Their music represents an old-school style that features rich 
harmonies and call-and-response in a capella style and hey include elements of rhythm and blues 
and doo-wop. They have served in countless church gospel groups over the years, but in 2005 they 
decided to focus on singing as a duo. They continue to perform on a regular basis throughout the 
region at churches, festivals, and family reunions. The James brothers received the Jean Laney 
Harris Folk Heritage Award in 2015. 
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19. Steve McGaha & Gregg Barfield - Railroad Bill 
(Live, 2015, Hagood Community Center, Pickens) 

Steve McGaha is a highly regarded blues guitarist who learned to play by watching and listening to 
other blues musicians in the Upstate and by listening to the radio. This intermingling of traditional 
and contemporary culture illustrates the dynamic nature of South Carolina folk music. He works 
extensively to document and present traditional music throughout South Carolina and is a primary 
instructor in the POSAM program (Preserving Our Southern Appalachian Music). McGaha and his 
father, Loyd, received the Jean Laney Harris Folk Heritage Award in 2003. From Greenville, Gregg 
"Buffalo" Barfield is a multi-instrumentalist, singer, storyteller, and teaching artist for the South 
Carolina Arts Commission. He began performing professionally in 1994 when he took a position 
with the Alabama Theater in Myrtle Beach. Here he joins McGaha on the washboard. 

20. Palmetto Blue - My Sweet Blue-Eyed Darling 
(Live, 2015, Carder home, Leesville) 

Palmetto Blue is a mostly traditional bluegrass band based in the South Carolina Midlands. The 
band was formed in the summer of 2013 and is composed of Jean Laney Harris Folk Heritage 
Award recipients Chris Boutwell and Ashley Carder, on mandolin and fiddle, respectively. They are 
joined by Steve Willis of North Augusta on banjo and sisters Shellie Davis on bass and Anna Davis 
Cumbee on guitar. In addition to traditional bluegrass songs, they also play old-time fiddle and 
banjo tunes, old fashioned a capella gospel, and early country music and mountain songs. They 
have also been known to throw in a Beatles song or some current tune set to bluegrass 
instrumentation. The band has been quite busy since their formation, playing at the South Carolina 
State Fair, the South Carolina State Museum, folklore classes at the University of South Carolina, 
weddings, town festivals, bluegrass festivals and shows, and a host of other events. The band 
features veterans of traditional music along with the youthful sounds of the Davis sisters. 

21. Minister Jarell Smalls & Company - Mary Rock that Baby 
(from Jesus is the Reason, 2013) 

Minister Jarell J. Smalls was born in Charleston and raised in what he calls "the country." Starting 
out as a drummer at the age of five, then moving to the organ at sixteen, he felt the Lord's 
anointing on his hands as well as upon his lips. Smalls feels he is the Lord's psalmist, anointed to 
prophetically release and unlock the revelation of Christ through song and he travels extensively 
throughout the United States. With singing as his passion, he founded the group Gospel Inspiration 
in 2007 and has front-lined with groups like Lee Williams & QC's, Darrell McFadden, Canton 
Spirituals, and Doc & the Hi-Lites. His group produced their first album, Get Ready, in November 
of 2009. In 2013, following the release of their first album, Smalls released his solo Christmas 
project with the Gospel music label Get Ready Music Group, entitled Jesus is the Reason. On that 
project he worked with musicians Sherad Mouzon (pedal steel guitar) and Latrell Singleton 
(keyboard). In July 2014, he released a new EPA New Season. Smalls' vision is to travel the 
world, singing and preaching the unadulterated and unmodified gospel of Jesus Christ. 

43 



45 

For more in1 
cor 



G\.\),~ 
\ ~~~ 

ie,o.'(°' 0: . 

~\).Se\).{(\ 

J.\fP\C,'f. t>,Oc,C~► 
.,..f,T't" re, o'< p,.V-~,--

c,~ ~ 

~ 
<§." -
~ 

◄ ►~~ 
~' 

c,'3: - •l ~o~ 
~ &,_\':,<; 

c.O~ 

~~#c, 
G\. 't°'~'i~, Co.'(~~~°' 
\~~ 

For more information about the musicians featured on this recording, please 
contact the Folklife Resource Center at McKissick Museum: 

803.777.6577 
www.digitaltraditions.net 

www.artsandsciences.sc.edu/mckissickmuseum/ 

McKissick Museum 
University of South Carolina 

816 Bull Street 
Columbia, SC 29208 






